In a rerun of innumerable travel accounts, Le Corbusier first viewed Istanbul from a boat in May 1911. "Thus we did approach by sea," he wrote, "like in old times, to watch all these things unfold."9 This was a strategy carefully planned by Corbu, in order to be welcomed by an image already formed in his mind by everything he had read. Nineteenth-century travel books on the Ottoman capital followed a set pattern, the opening pages describing the striking impressions of the city from the sea, divided into three settlements by water, with Istanbul on one side of the Golden Horn, Galata on the other, and Uskiidar yet farther away on the Asian banks of the Bosphorus; they talked at length about the harmony of colors, the skyline defined by domes and minarets, and the reflections of the built and natural forms on the water. To Le Corbusier, then, this was a familiar moment, much rehearsed in his imagination.'0 He knew what he wanted to see:
I want Stamboul to sit upon her Golden Horn all white, as raw as chalk, and I want light to screech on the surfaces of domes which swell the heap of milky cubes, and minarets should thrust upward, and the sky must be blue. ... Under the bright light, I want a city all white, but the green cypresses must be there to punctuate it. All the blue of the sea shall reflect the blue of the sky."
On that particular day, however, it rained, the sea turned gray, the Golden Horn looked muddy, mosques dirty, and houses flimsy. When he landed on the shore, Corbu was disappointed even further by the cosmopolitan atmosphere of the streets, "swarming with a crowd of Greeks, Germans, and French, all that suspect blend of the Leventine." Yet the burden of Orientalist tradition compelled him to partake in the collective passion expressed by other Europeans before him: "I had to work at it," he admitted, "and most of all I wanted to love this place.""2 As witnessed by his numerous sketches, Le Corbusier often relived the experience of viewing Istanbul from across the sea on the commuter ferries that connected the shores of the city, thus finding something of the mental image he had constructed back in Europe. Indeed, Corbu surpassed the formulas of Orientalist descriptions by reading the urban form analytically: he studied the careful placement of monuments in respect to topography that resulted in "summits formed by really enormous mosques" as well as their relationship to each other in the calculated composition of the skyline."
Like Istanbul, Algiers makes a powerful impression from the sea -one that has also been recorded unfailingly in travel literature. Theophile Gautier described the approach:
A whitish blur, cut into a trapezium, and dotted with silver sparkles -each one of them a country house -began to be drawn against the dark hills: this is Algiers, Al-Djezair, as the Arabs call it. We approach; around the trapezium, two ocra-colored ravines define the lower edges of the slopes, and shimmer with such a lively light that they seem as though they are beds to two sun torrents: these are the trenches. The aesthetic appeal in the image of these two cities, created by the powerful dialogue between geography and architectural form, turned them into unique poems. In Istanbul the poetry resided in the "unforgettable spectacle" of the urban form, with the light coming from behind and giving the city a monolithic appearance." In Algiers the quality of light reflecting on the buildings and the landscape gave the city its poetry, and complementing the geography, the vegetation, and the perfume of the air, created a "symphony."'9
Even in the early stages of his career, for Le Corbusier good urbanism meant formal unity. In Istanbul this unity was achieved by the modular design system that, following an "elementary geometry," underlay the composition of the great mosque complexes; cubic masses covered by domes acted as modules, being "centered, measured, and proportioned in relation to the sanctuary they belong to. Consequently, Lyautey made the conservation of the Moroccan medinas one of his priorities in urban planning. He announced proudly, "Yes, in Morocco, and it is to our honor, we conserve. I would go a step further, we rescue. We wish to conserve in Morocco Beauty -and it is not a negligible thing."57 Behind these compassionate words, nevertheless, lay an economic goal: the medinas were essential for the development of tourism, especially for the romantic travelers and artists who would be eternally thankful to Lyautey.58
The International Congress on Urbanism in the Colonies, held during the 1931 Colonial Exposition in Paris, recorded the powerful influence of Lyautey's ideas and practice on the new rules of planning in the French colonies. Among the goals of the congress, as listed by Prost, were "tourism and conservation of old cities" and "protection of landscapes and historic monuments"; the "wish list" of the participants included a respect for the beliefs, habits, and traditions of various races and the creation of separate settlements.59 By then, the implementation of such principles had already expanded to other colonial cities. In Algiers, for example, the casbah was placed under a special regime destined to conserve its picturesque character to promote tourism.60 Like Lyautey's Moroccan medinas, Le Corbusier's Algerian casbah was "beautiful," "charming," and "adorable" and it "never, no, never must be destroyed."61 Its historic significance as the "place of European and Muslim life during centuries of picturesque struggles" was held to be of great interest for the entire world.62 Therefore, its historical and aesthetic values, the vestiges of Arab urbanism and architecture, should be protected to enhance the "gigantic" touristic potential of Algiers for western and central Europe.63 The problem of the casbah was, however, an admittedly difficult one. This was mainly due to overpopulation caused by the influx of peasants escaping the miserable conditions in the countryside; the casbah sheltered four to six times more residents than it could contain, sometimes twenty persons in a single room, according to Le Corbusier's figures.64 If Algiers was to become the capital of French Africa, the misery of its Muslim population had to be addressed, the casbah "purified" and reorganized, its population reduced. The colonial planners envisioned the green belts as places where "contact and collaboration" between races would not be prohibited: they were the potential sites for interaction.74 Le Corbusier assigned this function to the starting point of his air belt, the Marine quarter, between the casbah and the streets of Bab Azoun and its eastern extension, Bab el Oued. Cleared and rebuilt with large d redents blocks over parks and gardens, harboring the "business center" and "civic center," the quarter would provide the link between the European and the Arab cities. Certain Arab institutions, such as offices, shops, and meeting halls, would also be placed here.75 The location was most convenient for overlapping functions, because of its proximity to the port, its centrality in terms of future growth, and its significance as a historical axis for I have tried to show here that Le Corbusier's Algiers projects were expressions of the French "colonial consensus," which developed from the common French experience based on a shared perception of France's role in contemporary history, and which protected the French "economic, moral, and strategic" interests in Algeria.90 As such, they must be situated in a broad time frame. They do not belong solely to the 1930s and to modernism's response to colonialism; they also "speak" the idiom of other periods -nineteenth-century Orientalism as well as the colonial discourse of the first decades of the twentieth century. Furthermore, these projects epitomize a culmination of the long history of 
